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Boston University College of Fine Arts 
School of Music 
presents 
Boston University Choral Ensembles 
Boston University Concert Choir 
Colin Burns, conductor 
Steven Seigart, piano 
Boston University Chamber Chorus 
Ann Howard Jones, conductor 
Justin Thomas Blackwell, piano 
Steven Seigart, piano 
Saturday, October 19, 2013 
8pm 
Marsh Chapel 
Founded in 1872, the School of Music combines the intimacy and intensity of conservatory 
training with a broadly-based, traditional liberal arts education at the undergraduate level 
and intense coursework at the graduate level. The school offers degrees in performance, 
conducting, composition and theory, musicology, music education, collaborative piano, historical 
performance, as well as a certificate program in its Opera Institute, and artist and performance 
diplomas. 
Founded in 1839, Boston University is an internationally recognized private research university 
with more than 32,000 students participating in undergraduate, graduate, and professional 
programs. BU consists of 17 colleges and schools along with a number of multidisciplinary 
centers and institutes which are central to the school's research and teaching mission. 
The Boston University College of Fine Arts was created in 1954 to bring together the School of 
Music, the School of Theatre, and the School of Visual Arts. The University's vision was to create 
a community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic, and 
intellectual activity. 
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The Jsth concert in the 2013-14 season Marsh Chapel 
Boston University Concert Choir 
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Norman Delio Joio 
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Three Choruses from Alice in Wonderland 
The Lobster Quadrille 
Lullaby of the Duchess 
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Schlosser auf, und mache Schlosser 
Vi:igelein durchrauscht die Luft 
Sieh, wie ist die Welle klar 
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Some Folks 
Stephen Foster 
Some folks like to sigh, 
Some folks do, some folks do, 
Some folks long to die, 
But that's not me nor you. 
Long live the merry, merry heart 
That laughs by night and day 
Like the Queen of Mirth, 
No matter what some folks say. 
Some folks fear to smile, 
Some folks do, some folks do, 
Others laugh through guile, 
But that's not me nor you. 
Some folks fret and scold, 
Some folks do, some folks do, 
They'll soon be dead and cold, 
But that's not me nor you. 
Some fol ks get gray hairs, 
Some folks do, some folks do, 
Brooding o'er their cares, 
But that's not me nor you. 
Stephen Foster Beautiful Dreamer 
Jason Berger, tenor 
Stephen Foster Gentle Annie 
Stephen Foster Some Folks 
Justin Thomas Blackwell, piano 
Ann Howard Jones, conductor 
Ann Howard Jones, conductor 
Ann Howard Jones is Professor of Music and Director of Choral Activities at Boston 
University. She conducts the Symphonic and Chamber Choruses, supervises 
conducting students in the Concert Chorus and the Women's Chorale, teaches 
graduate choral conducting, and administers the MM and DMA programs in Choral 
Conducting. Dr. Jones is also the conductor of the BU Tanglewood Institute Young 
Artists' Vocal Program Chorus, an auditioned ensemble of high school singers which 
rehearses and performs at Tanglewood in the summer. 
Recognized as a distinguished clinician, adjudicator, teacher and conductor, she has led 
many all state and regional choruses, workshops and master classes in the US, Europe, 
South America, Canada, and Asia. She has been invited to teach and conduct at North 
Texas, Michigan State, Missouri, University of Miami, San Diego State, University of 
Missouri-Kansas City, Southern Methodist University, and Westminster Choir College 
of Rider University, University of Kentucky, and the University of New Mexico. 
From 1984-1998, Dr. Jones was the assistant conductor to the late Robert Shaw and 
the Atlanta Symphony choruses, where she was Assistant Conductor for Choruses, 
sang in the alto section, assisted with the Robert Shaw Chamber Singers and helped 
to organize the Robert Shaw Institute. She sang and recorded with the Festival 
Singers both in France and in the U.S. The Festival Singers were also represented in 
performances of major works for chorus and orchestra at Carnegie Hall in a series of 
performance workshops. After Shaw's death in 1999, Dr. Jones was invited to conduct 
the Robert Shaw Tribute Singers for the American Choral Directors Association 
conferences in San Antonio and Orlando. 
Choruses at Boston University have been invited to appear at conventions of the 
American Choral Directors Association (ACDA) in Boston and New York City. Dr. 
Jones has traveled with a group of BU graduate students to Padua and Venice, Italy, 
to perform and to study. A similar trip was made to Oslo and Bergen, Norway. In the 
spring of 2009, the graduate conducting students joined Dr. Jones at the national 
convention of ACDA in Oklahoma City, where she was invited to prepare and conduct 
the world premiere of a work by Dominick Argento. The conductors sang in the chorus 
and assisted in the preparations for the performance. 
Among the honors which Dr. Jones has received are the coveted Metcalf Award for 
Excellence in Teaching from Boston University, a Fulbright professorship to Brazil, and 
a lectureship for the Lily Foundation. At the National Conference of the American 
Choral Directors Association on March 9, 2011, Dr. Jones was named the recipient of 
the Robert Shaw Choral Award for distinguished service to the profession, the highest 
award given by the association. 
Dr. Jones is a native of Iowa, and her degrees are from the University of Iowa. 
And when I find Susanna, I'll fall upon the ground. 
But if I do not find her, this man' II surely die, 
And when I'm dead and buried, Susanna, don't you cry! 
Beautiful Dreamer 
Stephen Foster 
Beautiful dreamer, wake unto me, 
Starlight and dewdrops are waiting for thee; 
Sounds of the rude world heard in the day, 
Lull'd by the moonlight, have all pass'd away. 
Beautiful dreamer, queen of my song, 
List while I woo thee with soft melody: 
Gone are the cares of life's busy throng, 
Beautiful dreamer, awake unto me! 
Beautiful dreamer, out on the sea, 
Mermaids are chaunting the wild Lore lie; 
Over the streamlet vapors are borne, 
Waiting to fade at the bright coming morn. 
Beautiful dreamer, beam on my heart, 
E'en as the morn on the streamlet and sea; 
Then will all clouds of sorrow depart. 
Beautiful dreamer, awake unto me. 
Gentle Annie 
Stephen Foster 
Thou wilt come no more, Gentle Annie, 
Like a flow'r, thy spirit did depart; 
Thou art gone alas! like the many 
That have bloom'd in the summer of my heart. 
Shall we nevermore behold thee, 
Never hear thy winning voice again, 
When the springtime comes, Gentle Annie, 
When the wild flow'rs are scatter'd o'er the plain. 
Ah! the hours grow sad while I ponder, 
Near the silent spot where thou art laid, 
And my heart bows down when I wander 
By the streams and the meadows where we strayed. 
Shall we nevermore behold thee, 
Never hear thy winning voice again, 
When the springtime comes, Gentle Annie, 
When the wild flow'rs are scatter'd o'er the plain. 
To God the Father, God the Son, 
And God the Spirit, Three in One, 
Alleluya! 
Old Folks at Home 
Stephen Foster 
'Way down upon the Swanee River, 
Far, far away, 
There's where my heart is turning ever, 
There's where the ole folks stay. 
All up and down the whole creation, 
Sadly I roam, 
Still longing for the ole plantation, 
And for the ole folks at home. 
All the world am sad and dreary, 
Everywhere I roam; 
Oh! brothers, how my heart grows weary, 
Far from the ole folks at home. 
All 'round the little farm I wandered, 
When I was young, 
Then many happy days I squandered, 
Many the songs I sung. 
When I was playing with my brother, 
Happy was I; 
Oh, take me to my kind old mother, 
There I die. 
Oh!Susanna 
Stephen Foster 
I came from Alabama with my banjo on my knee, 
I'm going to Louisiana, my true love for to see. 
It rained all night the day I left, the weather it was dry, 
The sun so hot I froze to death, Susanna, don't you cry. 
Oh! Susanna, oh, don't you cry for me. 
I've come from Alabama with my banjo on my knee. 
I had a dream the other night when everything was still, 
I thought I saw Susanna a-coming down the hill. 
The buckwheat cake was in her mouth, the tear was in her eye: 
Says I, I'm coming from the South; Susanna don't you cry. 
I soon will be in New Orleans, and then I'll look all 'round, 
Colin Burns, conductor 
Colin Burns is an MSM candidate in the Choral Conducting program. He did his 
undergraduate work at Furman University with a Bachelor of Music degree in church 
music. While at Furman University, Colin worked closely with Dr. Bingham Vick, Jr. as 
the student conductor of the Furman Singers. Upon graduation, Colin served as the 
associate director of the Choir School at St. Peter's in Charlotte, NC, where he led three 
of the choirs on a week-long tour to the National Cathedral. Colin currently studies 
with Dr. Ann Howard Jones, Dr. Scott Allen Jarrett, and Dr. Andrew Shenton. He works 
with the School of Theology Seminary Singers as the Assistant Director, and serves as 
the organist and music director of the Nahant Village Church in Nahant, MA. 
Program Notes 
Boston University Concert Choir 
A native Bostonian, Irving Fine (1914-1962) studied composition at Harvard University 
and later returned to the school to teach. His composit ional style was classified by 
Copland as belonging to the American "Stravinsky School." Many of his earlier works 
exemplify the neo-Classical influence of both Stravinsky and Hindemith. Three Choruses 
from Alice in Wonderland (1942) are among his earliest works. 
The first, The Lobster Quadrille, describes a dance in which each animal is paired with a 
lobster, and each couple in turn gets thrown into the sea. The whiting, in explaining the 
process, is attempting to relieve the snail's trepidation at being flung so far from shore. 
The piano part, sometimes running smoothly in scales and sometimes bouncing up 
and down in chords, evokes images of different animals with varying degrees of grace 
engaging in this dance. 
Lullaby Of The Duchess epitomizes the anti-realism that is so characteristic of the 
Alice in Wonderland series. Throughout the story, Alice encounters things that are 
antithetical to our ideas of nature and reason, yet are treated by the characters as 
perfectly natural and reasonable. In this particular scene, Alice enters a kitchen in 
which a cook is preparing a meal with far too much pepper while the Duchess holds her 
baby in a chair. Every time the child sneezes, the Duchess shakes and beats him while 
the cook encourages her. When Alice protests this treatment, the Duchess throws the 
baby to her and leaves. Alice then looks down and realizes that the baby is in fact a pig. 
Fine captures the unsettling nature of the scene by manipulating the rhythm and meter, 
removing the comfort of regular beats and predictable harmonies. 
The final poem, Father William, tells of a young man asking his elderly father why he 
continuously engages in behaviors which are not reasonable for someone of his age 
(although from our perspective, they are never reasonable for anyone). His father 
replies in non-sequiturs, explaining his behavior in ways that are, in fact, meaningless. 
The piano accompaniment is highly technical, perhaps emphasizing the eccentricity of 
the old man's habits. 
We celebrate the centenary of Norman Delio Joio (1913-2008) this year, and also 
remember his service as Dean of Boston University's School of Fine Arts from 1972-
1978. His compositional style was strongly influenced by Hindemith, w ith whom 
he studied. Hindemith's greatest advice to Delio Joio was to "speak naturally" as a 
composer. His musical influences ranged from 19th century Ital ian opera, Catholic 
church music, and popular music and jazz from New York in the 1920s and 30s. The 
latter of these influences is certa inly identifiable in A Jubilant Song. The text, adapted 
from Walt Whitman, speaks to the exuberance of a soul that "darts like lightning," the 
joy of a "light-beaming day," and the empowerment of being "rulers of destiny." Delio 
Joio's setting of the poem embodies this exhilaration through invigorating rhythms, 
Reading: text by D.G. Rossetti 
I think they laugh in heaven. I know last night 
I dreamed I saw into the garden of God, 
Where women walked whose painted images 
I have seen with cand les round them in the church. 
They bent this way and that, one to another, 
Playing: and over the long golden hair 
Of each there floated like a ring of fire 
Which when she stooped stooped with her, and when she rose 
Rose with her. Then a breeze flew in among them, 
As if a window had been opened in Heaven 
For God to give His blessing from, before 
This world of ours should set; (for in my dream 
I thought our world was setting, and the sun 
Flared, a spent taper;) and beneath that gust 
The rings of light quivered like forest-leaves. 
Then all the blessed maidens who were there 
Stood up together, as it were a voice 
That called them; and they threw their tresses back, 
And smote their palms, and all laughed up at once 
For the strong heavenly joy they had in them 
To hear God bless the world. 
XI. Ye watchers and ye holy ones 
text by Athelstan Riley 
0 ye Angels of the Lord, bless ye the Lord: 
Praise him and magnify him for ever. 
Ye watchers and ye holy ones, 
Bright Seraphs, Cherubim and Thrones, 
Raise the glad strain, Alleluya! 
Cry out Dominions, Princedoms, Powers, 
Virtues, Archangels, Angels' choirs, 
Alleluya! 
0 higher than the Cherubim, 
More glorious than the Seraphim, 
Lead their praises. Alleluya! 
Thou Bearer of the eternal Word, 
Most gracious, magnify the Lord, 
Alleluya! 
0 friends, in gladness let us sing, 
Supernal anthems echoing, Alleluya! 
Not in any garden 
That mortal foot hath trod, 
Not in any flowering tree 
That springs from earthly sod, 
But in the garden where they dwell, 
The Paradise of God. 
IX. Whoso dwelleth under the defence of the most High 
Psalm 91 
Whoso dwelleth under the defence of the most High: 
Shall abide under the shadow of the Almighty, 
For thou, Lord, art my hope: 
Thou hast set thing house of defence very high. 
There shall no evil happen unto thee: 
Neither shall any plague come nigh thy dwelling. 
For he shall give his angels charge over thee: 
To keep thee in all thy ways. 
They shall bear thee in their hands: 
That thou hurt not thy foot against a stone. 
Thou shalt go upon the lion and adder: 
The young lion and the dragon shalt thou tread under thy feet. 
For he shall give his angels charge over thee: 
To keep thee in all thy ways. 
Reading: text by William Blake 
Farewell, green fields and happy groves, 
Where flocks have took delight, 
Where lambs have nibbled, silent moves 
The feet of Angels bright: 
Unseen they pour blessing 
And joy without ceasing, 
On each bud and blossom, 
And each sleeping bosom. 
When wolves and tygers howl for prey, 
They pitying stand and weep; 
Seeking to drive their thirst away, 
And keep them from the sheep; 
But if they rush dreadful, 
The angels most heedful, 
Receive each mild spirit, 
New worlds to inherit. 
vivacious accompaniment, and earth-shaking harmonies. A Jubilant Song realizes the 
feeling of an almost overwhelming, frenetic kind of joy that is almost impossible to hold 
inside. 
-Colin Burns 
Charles H. Kaufman. "Fine, Irving." Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed October 4, 2013,http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/ 
music/09665. 
Richard Jackson. "Della Joio, Norman." Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed October 4, 2013,http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/ 
music/ 07496. 
Boston University Chamber Chorus 
The Choral New Yorker is a collection of four poems from The New Yorker magazine set 
by Irving Fine. Design for October is the final poem in the set, written by Jake Falstaff, 
and embodies an intense feeling of nostalgia. The influence of Hindemith on Fine's style 
is evident in this work with its beautiful and memorable melodies concealed within 
rich, complex, and often dissonant harmonies. The choir alternates between quiet 
introspective moments of memory and forceful surges of near-anguish; Fine captures 
the range of emotions that are felt anytime something wonderful must come to an end. 
-Colin Burns 
Benjamin Britten's cantata The Company of Heaven, for choir, orchestra, and soloists, 
was commissioned in 1937 by the BBC as a radio feature to celebrate Michaelmas Day, 
or the day of St. Michael and All Angels. It remained unpublished in Britten's lifetime 
and received its concert hall premiere in 1989. Our performance tonight, marking the 
100th anniversary of the Britten's birth, honors one of the greatest and most original 
writers of melody, who followed in the footsteps of such composers as Mozart, 
Schubert, and Mendelssohn 
The work is divided into three large parts, each with multiple movements depicting 
heavenly and angelic events and personages from the Old Testament, such as Michael 
the archangel, Jacob, and Elisha. Each part is punctuated with spoken texts gathered 
from a variety of biblical and poetic sources that add beauty and interest to the work. 
Britten's collaborator, R. Ellis Roberts, drew texts from such literary greats as Gerard 
Manley Hopkins, Emily Bronte, Christina Rossetti, Edmud Spenser, William Blake, and 
even John Milton. This evening's performance includes a small sampling of these 
glorious words read by members of the choir. 
Although Britten was only 23 when he wrote the cantata, he was already making 
his living as a composer and had a reputation for virtuosity in his writing, which can 
be heard throughout this piece. The first part, titled "Before the Creation," opens 
with a dramatic orchestral introduction representing the chaos in heaven before the 
angels-"the morning stars"-appear in the second movement. Part two is entitled 
"Angels in Scripture," with movements dedicated to Jacob, Elisha, Mary, and Christ, and 
a final intense sprechstimme-based movement detailing the war in which Michael cast 
Lucifer out of heaven. 
Our performance tonight is drawn from part three, "Angels in Common Life and at our 
Death." The first movement in this section features a soprano solo soaring above the 
choir, her only text repeating, "Heaven is here, and the angels of heaven." Meanwhile, 
the choir, representing the people on Earth, describes the duties of angels in our lives. 
The musical line is interestingly structured, almost always in unison and passing 
seamlessly from one section of the choir to the next, as if one voice was singing. The 
syllabic setting of the tenor aria that follows, "A thousand thousand gleaming fires," 
directly contrasts with the highly melismatic first movement, and is itself followed by 
the orchestral "Funeral march for a boy." Interestingly, the tenor aria is the first piece 
that Britten wrote for Peter Pears, who became Britten's longtime companion and 
muse. 
The next movement, "Whoso dwelleth under the defence of the most High," has the 
distinction of being the only unaccompanied movement in the entire work. The text 
comes from Psalm 91, and Britten bases his music around a psalm tone that the choir 
chants throughout the movement. The texture of the music thickens as it continues, 
with each section singing melismas and different rhythmical patterns at the same 
time, but ends suddenly peacefully, all voices coming together. Part three ends with a 
glorious setting of the hymn "Ye watchers and ye holy ones," in which Britten takes full 
advantage of the choir, orchestra, and soprano and tenor soloists. Again, the soloists 
represent the angels, singing above the choi r, and hearkening back to the beginning of 
part three with the text, "Heaven is here, and the angels of heaven" repeated one last 
time at the end of the piece. 
When Johannes Brahms wrote his first set of Liebes/ieder Walzer (or love-song waltzes) 
in 1869, he was not known for waltzes, which were considered a "light" form of music. 
However, Brahms effusively pra ised the works of Strauss, the "waltz king," even 
going so far as to state that he wished he had written Strauss' famous "Blue Danube" 
waltz, so turning to the form was not entirely out of character for Brahms. Writing the 
waltzes, Brahms found himself with vibrant music that called for equally bright poetic 
images, so the task lay in finding the right texts to set. 
Brahms had previously set the poetry of Georg Friedrich Daumer in several lieder 
and again turned to Daumer for inspiration in the Liebeslieder. Daumer himself is an 
interesting figure. Despite a rich background in theology and philosophy, Daumer is 
essentially unknown except as Brahms' muse, and even in literary circles he is given 
little attention. Perhaps this is partly because much of Daumer's body of work is not 
original, but "free translations" of the work of the fourteenth-century Persian poet 
Hafis. However, Daumer exercised considerable artistic freedom in his translations, 
making them more original than not. 
small town. As he approached the curve of the road that led to the bridge, he heard 
a confused shouting and the noise of a horse's hoofs. He turned the corner and saw 
that a butcher's cart, driverless, was hurtling down the hill towards the bridge, drawn 
by its terrified and stampeding horse. 
Just as the horse and cart approached the bridge, a young boy, whose parents lived in 
the toll-cottage, ran out of the gate directly in the way of the runaway. The old priest 
looked in horror, still hurrying towards the bridge, and shouting a warning to the child. 
Then as he gazed he saw, clear in the sunlight, a figure clad in light, and with an in-
credible atmosphere of brightness. The figure stopped, gathered the child in his arms, 
looking down onto the delighted and laughing face. 
Then, as swiftly as it had come, the vision passed; there was the wreck of the cart 
against the buttress of the bridge, the stayed and panting horse, and, in the road, a 
silent motionless figure, with dirty and clood-stained clothes and the mark of the 
horse's hoof on his forehead. 
Reading: text by R. Ellis Roberts 
Whether the vision was that of the child's guardian angel, of of the Angel of Death, 
the old priest did not know. All he knew with unspeakable certainty, was, that it was 
well with the child. 
Reading: text by Christina Rossetti 
Golden-winged, silver-winged, 
Winged with flashing flame, 
Such a flight of birds I saw, 
Birds without a name: 
Singing songs in their own tongue-
Song of songs-they came. 
On wings of flame they went and came 
With a cadenced clang: 
Their silver wings tinkled, 
Their golden wings rang; 
The wind it whistled through their wings 
Where in heaven they sang. 
Where the moon riseth not 
Nor sun seeks the west, 
There to sing their glory 
Which they sing at rest, 
There to sing their love-song 
When they sing their best:-
Reading: text by R. Ellis Roberts 
There are those, not only Christians, but men of many different faiths, who believe that 
the world we see is but a cloak of the invisible; that flowers and rivers and mountains, 
and the very stars themselves, all have their guardian spirits. 
VII. A thousand thousand gleaming fires 
text by Emily Bronte 
A thousand thousand gleaming fires 
Seem'd kindling in the air; 
A thousand thousand silvery lyres 
Resounded far and near. 
Methought the very breath I breath'd 
Was full of sparks divine, 
And all my heather couch was wreath'd 
By that celestial shine. 
And while the wide earth echoing rung 
To their strange minstrelsy, 
The little glittering Spirits sung, 
Or seem'd to sing, to me: 
"0 mortal! mortal! let them die, 
Let time and tears destroy, 
That we may overflow the sky 
With universal joy! 
"To thee the world is like a tomb, 
A desert's naked shore; 
To us, in unimagin'd bloom 
It brightens more and more. 
"And could we lift the veil and give 
One brief glimpse to thing eye, 
Thou wouldst rejoice for those t hat live 
Because they live to die!" 
Reading 
In the reign of Queen Victoria lived a priest, who was occasionally granted a vision of 
the unseen witnesses who surround us. (One of this man's sons told me of a remark-
able experience his father had.) 
One summer day he was walking along a country road which led, over a bridge, to a 
In any case, Brahms was profoundly inspired by Daumer's poetry, and it was from a 
book of Daumer's Persian translations, called Polydora, that he found his texts for the 
Liebeslieder. The eighteen poems that make up the Liebeslieder come from a variety of 
folk traditions: 1 and 5 are Russian; 7, 8, and 11 Polish; 6, 9, 16, 17, and 18 Hungarian; and 
the rest are "Russian-Polish dance songs." Each poem highlights one of the many facets 
of love-yearning, sadness, joy, excitement, and more-and Brahms' music works with 
the text to express these feelings faultlessly. 
For example, No.2 compares the difficulty of love to a rushing river, which can be 
heard in the effect of the driving accompaniment and the vocal lines that crash into 
one another. In No.7, a woman complains of unrequited love, and the descending 
solo musical line echoes this pain. This sets up a wonderful contrast to No. 8, a poem 
about the joy of love, which uses all four voices again and has a much brighter, more 
dancelike feel. In Nos. 11 and 12, the text and music work together to produce an angry, 
irritated feeling which is relieved in the following movements. These contrasts are used 
throughout the work to highlight the emotion of the text. 
When Brahms finished the work, he presented it to Clara Schumann, who loved it, 
calling the waltzes "dainty and charming" and "with very pretty words .. . They are 
extraordinarily attractive." Brahms himself was very proud of his work and hoped that 
it would be regularly performed in every household. However, the original publisher 
asked if Brahms would publish the songs without words, fearing that the vocal parts 
would hamper sales.- Brahms refused, but the publisher added the phrase "voices 
ad libitum" to the copies as a kind of compromise. Whether or not Brahms approved 
of this change is unclear, especially knowing that he did, in fact, later release the 
Liebes/ieder as a piano duet only, with no voices. 
Despite this slight confusion, the Liebeslieder quickly gained popularity in Brahms' time. 
As he hoped, they became household items: everyone could and did gather around 
the piano and sing them at home. While they are mainly reserved for the concert hall 
today, they are still nearly as beloved. Daumer's poetry has a timeless resonance that 
Brahms recognized, and after 125 years the work remains as fresh and delightful as it 
was when it was first performed. 
Stephen Foster is something of an American legend; his songs have permeated our 
culture, becoming synonymous with the American south. However, though most 
people likely know many of his songs, they may not attach his name to them or know 
why he wrote them. 
Born in Pittsburgh, Pennsylvania in 1826, Foster showed an interest and talent in music 
even as a young boy. When, as a teenager, he became a member of an all-male secret 
society that met twice weekly at his family's home to sing together, Foster served 
as both their song leader and composer. Some of his earliest songs were written for 
this group, likely including one that several years later became his first big hit: "Oh! 
Susanna." 
Despite a repertoire of music that seems to have sprung directly from the American 
south, Foster only visited the deep south once in his life and also only briefly visited 
Ohio and Kentucky. Most of his life was spent in Pittsburgh. Still, he actively studied the 
music and poetry belonging to different groups in the United States. Foster's goal was 
to write "the people's music," using images that all groups of people could understand 
to cross borders of gender, race, and socio-economic class, and he labored over 
this music, sometimes taking several months to write a single song. However, since 
Foster did not perform his own songs publicly like many other composers of the era, 
he remained virtually unknown and many of his songs were thought to be folk songs, 
passed orally from one generation to the next. 
Foster was most active in the period leading up to the American Civil War, when 
minstrel shows were immensely popular. Minstrel shows were performances by 
white men in blackface singing songs and performing skits often designed to ridicule 
African Americans. Foster wrote many of his songs for minstrel shows, but his goal 
was to reform the genre from songs that he felt were "trashy and really offensive." His 
works, called "Ethiopian" or "plantation songs," centered around simple melodies and 
accompaniments with lyrics written in dialect, depicting African American slaves as 
simple, good-natured people. To a modern eye, many of these early texts appear crude 
or as caricatures, but Foster did not intend them to mock and requested they not be 
performed in a comic manner. Eventually, he began calling his pieces "American songs," 
and he focused on his goal of uniting people in their shared experiences of love, joy, 
pain, and nostalgia. One of his most well-known songs, "Old Folks at Home" (perhaps 
better known as "Swanee River") had a universal resonance then as it does today with 
its feeling of longing for home. 
Stephen Foster died in 1864, making 2014 the 150th anniversary of his death. We 
celebrate his life and legacy through performing several of his most beloved songs this 
evening. 
- Kiersten Honaker 
The Company of Heaven 
Benjamin Britten 
Reading: text by Thomas Heywood 
Angels were the first creatures God made, created pure as the light, ordained with the 
light to serve God, who is the Lord of Light. They have charge to conduct us wisdom 
to instruct us and grace to preserve us. They are the Saints' tutors, Heaven's heralds, 
and the Bodies' and Soul' guardians. (Furthermore as Origen saith, Every one's Angel 
that hte guided him in this life, shall at the last day produce and bring his charge forth 
whom he hath governed. 
VI. Heaven is here 
lyric source unknown 
Heaven is here and the angels of Heaven. 
It is given to them to guard, guide, warn and conduct us on earth; 
Many winged, many eyed, mighty in love, 
They stand watch at our birth, stand watch at our death, 
Bringing us along the road, 
Bringing us peace, bringing us brotherhood. 
Ear may not hear, eye may not see, 
But about us, around us, in town and in temple, 
At work, at our play, as a cloud, as a light 
In the night, in the day, the angels assemble, 
Praying, fighting, singing, rejoicing, 
For you, for me, for all the children of God. 
Reading: text by Francis Thompson 
Not where the wheeling systems darken, 
And our benumbed conceiving soars!-
The drift of our pinions, would we hearken, 
Beats at our clay-shuttered doors. 
The angels keep their ancient places;-
Turn but a stone, and start a wing! 
Tis ye, 'tis your estranged faces, 
That miss the many-splendoured thing. 
Yea, in the night, my Soul, my daughter, 
Cry, - clinging Heaven by the hems; 
And lo, Christ walking on the water 
Not of Gennesareth, but Thames! 
Denn die bi:isen Mauler will ich 
schlieP..en allzumal! 
Voge/ein durchrauscht die Luft 
Vi:igelein durchrauscht die Luft, 
sucht nach einem Aste; 
und das Herz, ein Herz begehrts, 
wo es selig raste. 
Sieh, wie ist die Welle klar 
Sieh, wie ist die Welle klar, 
blickt der Mond hernieder! 
Die du meine Liebe bist, 
Iiebe du mich wieder! 
Nachtigal/, sie singt so schon 
Nachtigal!, sie singt so schi:in, 
wenn die Sterne funkeln. 
Liebe mich, geliebtes Herz, 
kOsse mich im Dunkeln! 
fin dunkel/er Schacht ist Liebe 
Ein dunkeller Schacht ist Liebe, 
ein gar zu gefahrlicher Brennen; 
da fiel ich hinein, ich Armer, 
kann weder hi:iren noch sehn, 
nur denken an meine Wonnen, 
nur sti:ihnen in meinen Wehn. 
Then the evil mouths will I close all 
together! 
A little bird rushes through the air, 
looking for a branch; 
And a heart desires a heart 
where it can happily rest. 
See how the waves are clear 
when the moon looks down on them! 
You who are my love, 
love me in return! 
Nightingale, she sings beautifully, 
when the stars come out. 
Love me, dear heart, 
kiss me in the dark! 
Love is a dark pit, 
a far too dangerous well; 
I fell into it, poor me, 
I can neither hear nor see, 
only think of my happiness, 
only groan over my woes. 
Text and Translation 
Three Choruses from Alice in Wonderland 
Irving Fine 
The Lobster Quadrille 
"Will you walk a little faster?" said t he whiting to the snail, 
"There's a porpoise close behind me, and he's treading on my tail. 
See how eagerly the lobsters and the turtles all advance! 
They are waiting on the shingle-will you come and join the dance? 
W ill you, won't you, will you, won't you, will you come and join the dance? 
"You can really have no notion how delightful it will be 
When they take us up and throw us, with the lobsters, out to sea!" 
But the snail repl ied, "Too far, too far!" and gave a look askance-
Said he thanked the whiting kindly, but he cou ld not join the dance. 
Would not, could not, would not, could not, would not, could not join the dance. 
"Oh what matters it how far we go?" his scaly friend replied. 
"There's another shore, you know," he said, "upon the other side. 
And the further off from England, yes, the nearer 'tis to France-
Then turn not so pale, beloved snail, but come and join the dance. 
Will you, won't you, will you, won't you, will you come and join the dance? 
Lullaby of the Duchess 
Speak roughly, yes, speak rough ly to your little boy, 
And beat him, yes, and beat him when he sneezes. 
He only does it to annoy because he knows that it teases. 
Wow! Wow! Wow! 
Cry! Cry! You ugly, ugly baby, you ugly pig baby, cry! Cry! 
I speak, sir, yes, I speak severely to my boy, 
I beat him, yes, I beat him when he sneezes. 
For he surely can thoroughly enjoy the pepper when he pleases. 
Father William 
"You are old, Father William," the young man said, 
"And your hair has become very white. 
And yet you incessantly stand on your head, 
Do you think at your age it is right?" 
"In my youth," Father William repl ied to his son, 
"I fea red it would injure the brain, 
But now that I'm perfectly sure I have none, 
Why, I do it again and again." 
"You are old," said the youth, "and your jaws are too weak 
For anything tougher than suet. 
Yet you finished the goose, with the bones and the beak, 
Pray, how did you manage to do it?" 
"In my youth," said his father, "I took to the law, 
And argued each case with my wife, 
And the muscular strength which it gave to my jaw 
Has lasted the rest of my life." 
A Jubilant Song 
Norman Delio Joio 
0! Listen to a jubilant song! 
The joy of our spirit is uncaged, It darts like lightning! 
For we sing to the joys of youth, 
And the joy of a glad light-beaming day. 
0! Our spirit sings a jubilant song 
That is to life full of music, a life full of concord, A life full of harmony. 
We sing prophetic joys of lofty ideals. 
We sing a universal love awaking in the hearts of men. 
0! to have life, a poem of new joys, to shout! 
To dance, and exult, shout and leap. 
0! to realize space and flying clouds, the sun and moon. 
0! to be rulers of destiny and of life! 
Design for October 
Irving Fine 
Lyrics by Jake Falstaff 
Then I heard a voice saying 
Summer is gone! Summer is ended. 
It is done. It is gone. It is ended. 
No more at morning will you stir the fawn, 
Or see the black birds, black on the lawn. 
No more at morning will you hear the crying geese of the dawn. 
Then in my window, grave was I. 
Gravely I watched the Summer die 
And the last of the crying geese go by. 
Liebeslieder Walzer, op. 52 
Johannes Brahms 
Wenn so lind de in Auge mir 
Wenn so lind dein Auge mir 
und so lieblich schauet, 
jede letzte Trube flieht, 
welche mich umgrauet. 
Dieser Liebe schone Glut, 
laP.. sie nicht verstieben! 
Nimmer wird, wie ich so treu 
dich ein Andrer lieben. 
Am Donaustrande 
Am Donaustrande, da stehet ein Haus, 
da schaut ein rosiges Madchen aus. 
Das Madchen, es ist wahl gutge hegt, 
zehn eiserne Riegel sind vor die Ture 
gelegt, 
Zehn eiserne Reigel, das ist en Spal3.; 
die spreng ich, als waren sie nur von Glas. 
0 wie sanft die Quelle sich 
0 wie sanft die Quelle sich 
durch die Wiese windet; 
0 wie schon, wenn, Liebe sich 
zu der Liebe findet! 
Nein, es ist nicht auszukommen 
Nein, es ist nicht auszukommen mit den 
Leuten; 
Alles wissen sie so giftig auszudeuten. 
Bin ich heiter, hegen sollich lose Triebe; 
bin ich still, so heil!.ts, ich ware irr a us 
Liebe. 
Schlosser aut und mache Schlosser 
Schlosser auf, und mache Schlosser 
ohne Zahl! 
When so mildly your eye looks at me 
and so lovingly glances, 
every last gloom flees, 
that was darkening my life. 
This love's beautiful glow, 
Do not let it disappear! 
Never will, as true as I, 
another person love you 
On the Danube shore, a house stands, 
a rosy-cheeked girl looks out. 
The girl is well-protected, 
ten iron bars are laid across the door. 
Ten iron bars, that is a joke; 
I will break them apart as if they were glass. 
0 how sweetly the stream from the spring 
meanders through the meadow; 
0 how beautiful it is when love 
finds its way to love! 
No, there is no getting along with people; 
They interpret everything they know as 
toxic. 
If I am happy, I have improper urges; 
If I am quiet, I am crazy from 
love. 
Locksmith, up, and make locks without 
number! 
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